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Although filming the enormously successful 
Lord of the Rings trilogy began with one 
man’s vision, it required teams of gifted 
artists and designers to turn that vision into 
moviemaking magic. The art that created 
this magic contributed to many of the 
Academy Awards and BAFTA awards hon¬ 
oring The Lord of the Rings. 

The Art of the Lord of the Rings cele¬ 
brates the very best of the artists’ and 
designers’ published work. It presents 
sketches, conceptual art and designs, sculp¬ 
tures, and digital paintings, all selected by 
the artists themselves from the many thou¬ 
sands of pieces produced, accompanied by 
personal and revealing comments. 

This sumptuous volume also features 
many new works of art that have never been 
seen before, including beautiful full-color 
paintings by Jeremy Bennett and Paul 
Lasaine, detailed pencil sketches by Alan 
Lee and John Howe, Weta Workshop’s crea¬ 
ture and armor concepts, and breathtaking 
matte paintings by Weta Digital’s artists. 

Containing more than five hundred fan¬ 
tastic works of art, with comments by Peter 
Jackson, The Art of the Lord of the Rings 
illustrates the complete creative process in 
glorious detail and reveals why the trilogy 
became the most visually stunning movie 
adaptation of all time. 


Gary Russell, a relative latecomer to 
the Lord of the Rings phenomenon, has 
worked as a television actor, script consul¬ 
tant, magazine editor,^ reviewer, novelist, and 
audio producer. His previous nonfiction 
publications include books on Frasier, The 
Simpsons, and Doctor Who, as well as the 
acclaimed The Art of the Fellowship of the 
Ring, The Art of the Two Towers, and The Art 
of the Return of the King. 
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FOREWORD 



T he previous three books in this series, one might be forgiven 
for thinking, were pretty much it. Three Art of books, one per 
film, should surely be enough for anyone. 

As you can plainly see, this is not the case. A nice compilation, 
a true Best of, was always in the back of my mind when putting 
together the first three books. Art that might have been reproduced 
smaller than it deserved or had been cropped to fit on the page 
would get a chance for a second, better airing. So it was always my 
intention that the Best of volume would concentrate less on words 
and more on being a visual record of this extraordinary trilogy of 
movies, and the heart and soul that went into making them. 

However (oh, there’s always a caveat, you cry), one thing that 
arose very early on in the production of the books was the question 
of time, or lack of it. You see, each previous Art of book had to 
meet a specific deadline. That meant text and pictures all needed to 
be selected and sent off to be printed quite a few months before the 
finished volume reached the shelves. This would have been fine, if 
it weren’t for the disheartening fact that although the book was 
being designed, printed, translated into many different languages, 
and generally made to look beautiful, down in New Zealand work 
continued on the films right up to the day Peter Jackson had to 
deliver his finished print to the studios of New Line Cinema. 

And thus it was that although each book had about five hundred 
glorious pieces of artwork, there were hundreds more that had 
been drawn, painted, Photoshopped, and generally created from 
scratch between my finishing the book and the crew finishing the 
movies - art that otherwise would never see the light of day. 

Thus it was that word was sent out to those kind souls who had 
been so accommodating to me over the past three years: “Hey, 


guys, we’re doing it again!” This time we asked the artists to 
select their favorite pieces that had been previously printed, along 
with their favorites from the ones that had been missed because 
they didn’t actually exist at the time. 

On top of that, and I offer no apologies about this, a majority 
of works presented in this fourth volume are also my personal 
favorites. As I mentioned in earlier forewords, I am not an expert 
on Tolkien’s work or particularly well versed in the detail of The 
Lord of the Rings. One of the reasons I took on this 
project was that, as a fan of great movies, I would be able to view 
and select these pictures on their artistic merit and visual strength, 
and not because I thought John Howe, Daniel Falconer, or 
Christian Rivers delivered a Balrog that looked most like the way 
I had imagined a Balrog. Before arriving in Wellington, I had 
never encountered the word Balrog. I just looked at, loved, and 
selected what I believed then, and still believe today, to be fantas¬ 
tic pieces of art. They could have been created for a gallery rather 
than for a movie, as far as I was concerned - I just fell in love with 
the beautiful pictures. 

And so, until work begins one day on the long-awaited The 
Hobbit movie (go on, everyone, you know you want to), here 
is my last collection of The Lord of the Rings art. It’s been an 
exciting voyage of discovery, and I’m very, very pleased to have 
had, through the work of the people whose art is contained here¬ 
in, my eyes opened to the glorious world that Tolkien created and 
Peter Jackson lovingly and wonderfully enhanced. 

Gary Russell 
April 2004 






VISUAL EFFECTS DESIGN 



M y role is purely as a visualizer. If Peter Jackson is 
not able to come up with an image of something 
he’s got in his brain, he’s got designers like us to 
help him. The art we do becomes something that can be used 
to show everybody else as well, almost like a trailer. Hopefully, 
we were hired because we had an aesthetic vision similar to 
Peter’s, so we follow him and translate his ideas to everyone 
else on the show. “See this painting - that’s what I want the 
Mines of Moria to look like,” and so on. I, along with Jeremy 
Bennett, Gus Hunter, and the others are guides. We make 
significant suggestions, create as many paintings as he wants, 
and he picks the ones he likes. 

It’s not the size of the painting that matters, it’s the thought that 
goes into it and the planning. I can do a ten-foot version of a 
painting just by using bigger paintbrushes and still come out with 
exactly the same detail as a five-incher. Usually, I can do a couple 
of these a day, whereas one of the big ones, because there’s so 
much detail, can take three days, maybe four at the outside. 

I often start with paint. Sometimes I’ll do a little sketch first - 
I usually don’t like to sketch that much, and if I do, it’s very 
minimal. The Lothlorien paintings, for example, didn’t have any 
drawings at all; I just started painting. Sometimes, if I want 


something specific. I’ll do a few little studies first before I get 
into it. I might make mistakes, little tiny things, but then I’ve got 
a pretty good guide for painting the big elaborate one. At that 
point it’s just about added details - the painting doesn’t really 
say any more to the director than the little one does, but people 
like to see the big ones. 

One of the ideas we went with was that the story is really like 
a journey back in time for Frodo and Sam. You look at the Shire, 
and it’s almost like an old English farmhouse from the late 
1800s. And as they go on their journey, every step they take, 
every new location they come to, is like going further back in 
time. Aragorn is right out of King Arthur, which puts you back in 
the twelfth century. Then they meet the Ores, much further back, 
Medieval, Bronze Age, Iron Age stuff. All the way back until you 
start getting into Mordor, which is like going into an almost pri¬ 
mordial situation with cavemen. Finally, you go all the way back 
to Mount Doom, where the Ring was made and forged, which 
almost represents the creation. So it’s a neat concept for a 
designer; it keeps you in line. 

Paul Lasaine 

March 2001 
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“Paul and Jeremy are masters at using light and color. They have often 
shown me the mood of a particular moment through their use of paint. 
I get from them a potential flavor and tone of the lighting. ” 

PETER JACKSON 


I had read the books a few times and loved them, but more than 
anything I am a big fan of Alan Lee’s work. To actually be 
working alongside him is humbling but also great fun. His 
wealth of emotional knowledge regarding Middle-earth is aston¬ 
ishing. If I have any questions, he can probably answer them. 

My job as VFX art director is to take shots handed over from 
Peter Jackson and integrate the live action and blue-screen 
footage with the environments that we create for them. The geo¬ 
graphical location, time of day, lighting, and color palette are all 
elements that need to be taken into consideration and carefully 
balanced. The job is time-consuming but ultimately satisfying. 

I piece all these things together and present them to Peter for 
comment. If we take the Dead Marshes, for example, I might 
present artwork for a group of shots and give Peter a variety of 
options so he has more to choose from. He might say, “Well, I like 
that on that painting, but this I’d like to change.” 

I also have to take into account if there are any miniatures, 
decide where they will be placed in the artwork, what elements 
might be added to it, as far as the atmosphere, massive elements, 
blue screen, figures walking on the miniature, waterfalls, woods, 
skies, and so on. 

I imagine it’s unusual that I’m this involved in so many aspects of 
the production - but then I imagine a film that generates this much 


artwork is also unusual. It’s rare - but I think all big-budget 
movies dealing responsibly with genres like this should do exactly 
the same. 

When I first started, I was totally thrown and wondered “How 
on Earth are we going to do all that on film?” but I quickly 
realized it was a gigantic endeavor, and with so many people 
pulling together, I knew it would be all right in the end. Of course, 
I still wonder how we’re going to do half the things we do, and 
sometimes it feels formidable and a bit terrifying. 

Right now I’m doing pretty much what Paul was doing, so I can 
see why I was brought on in the first place, given the number of 
meetings that I have to attend and therefore the amount of time 
that I don’t spend at the drawing board. When Paul was around, 
I had the luxury of time to develop environments, like Isengard, 
and I could do fifty sketches for one shot - thinking about how it 
might look, how the miniature of it might be composed, and so 
on. Now it’s more of a balancing act, although in some respects 
it’s easier because all the filming has been done and we’re dealing 
with lots of footage that is more or less cut, so you know exactly 
what has to go into the final shot. 

Jeremy Bennett 

April 2003 
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MORDOR 
Barad-dur 
These three 
separate frames 
are from a long 
panning shot 
showing the Ores 
swarming toward 
the Barad-dur 
bridge during the 
prologue. The 
camera pans past 
them and onto the 
Ores who are 
rebuilding Sauron’s 
destroyed fortress. 
These were used as 
color guides, and 
Jeremy added the 
Ores to give the 
digital artists a 
sense of scale and 
environment. JB 
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MORDOR Battle of the Second Age 
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MORDOR Gorgoroth Plain 

“This is a very early study addressing the possible look and feel of one shot from the prologue battle sequence, 
where the Elves line up to face the hordes of Ores that are charging toward them.”JB 



THE SHIRE The Westfarthing 

This is one of Paul’s favorite paintings, and the image of Frodo and Sam observing the landscape before them 
is echoed in its companion piece on page 23. The contrast is not just in what the pictures show, but in the 
way the colors create mood and atmosphere. PL 
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BREE The Black Rider 

“Peter asked me to do this illustration of one of the Black Riders to inspire the crew who were preparing to 
shoot the Bree sequence. I chose to depict a nonaction moment that was never intended to be in the film. I 
thought it would be interesting, and kind of creepy, to show a Ringwraith just patiently waiting for Frodo to 
put on the Ring. Almost as if to say, Tve waited more than a thousand years . . . I’m in no hurry.’” PL 



BREE GATES 
Matte painting 

“This illustration 
of the establishing 
shot of Bree is an 
adaptation of a 
pencil sketch by 
Alan Lee. It was 
done as a guide for 
mood and color 
for the whole Bree 
sequence. Later it 
was used as the 
rough layout for 
the matte painting 
of the establishing 
shot.” PL 
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ISENGARD Orthanc Tower 

“This was an early design for the look of the Isengard valley - before we find out that Saruman is actually 
bad guy.” PL 



ISENGARD Orthanc Tower 

“This one, the Moth Shot, I call it, was done after a request from Peter. Primarily, it was to show the first 
time that we actually see Isengard as a destroyed, wasted Isengard. Up until then it was this beautiful forest 
garden. We follow this moth in a crane up over the wall, and there it is, essentially a big industrial wasteland. 
This was a color study, really, done before anything was actually shot. We were interested in the development 
of the valley. The crew actually had this with them when they filmed the location shots, so when it was time to 
do the final matte work, it would be exactly as Peter had intended way back when we started on this paint¬ 
ing.” PL 
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ISENGARD The Caverns 

The painting (above) of the Uruk-hai below Isengard was the result of about fifty sketches and compositions 
created to resolve foreground, background, and midground elements of the final shot. The scale of the Uruk-hai 
and the caverns was of some concern; thus this painting was needed to set the perspectives. The rough pencil 
version (top) was actually used by Alex Funke, the director of photography, for the miniature setups. He taped 
Jeremy’s sketch onto the monitor on the miniature stage and lined up his shot against the pencils, which was 
very satisfying to the artist - a rare chance for the artwork to be used so literally. JB 














RINGWRAITHS Wraith World concept 

“What do you see when you put on the Ring of Power? Designing what came to be known as Wraith World was an interesting 
design problem. We knew it had to be nightmarish, as the occupants were essentially zombies, but we wanted it to have a quality 
unlike nightmare sequences seen in other films. We wanted it to have an ‘altered reality’ about it, as though Wraith World was a 
parallel reality, coexisting with the real world, rather than an actual, tangible place. The look itself, I felt, needed to be not only k 
chaotic, and frightening, but also elegant and beautiful - like a ballgown in a hurricane. In this painting, I started with stills 
of each of the Ringwraiths shot against blue-screen. Next, I put them together in Photoshop and then distorted the hell out 
of them. I made quite a lot of these paintings before Peter felt I’d hit upon the right look.” PL 
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RIVENDELL 
Matte painting sketch 
“This is a Photoshop 
illustration done as a matte 
painting design for the scene 
in which Frodo sees Rivendell 
for the first time. At the 
time I did this painting, 
we had Alan’s magnificent 
designs for Rivendell 
architecture, but we still 
didn’t know what the 
landscape surrounding 
Rivendell would look like. 
We knew it had to be 
beautiful, but it had to be 
epic and magical as well. 
This illustration combines 
a still of the live-action set 
of Frodo on the balcony, 
the miniature of the 
Rivendell architecture, 
miniature trees in the 
midground, dozens of 
scenic photos taken all 
over New Zealand, and 
waterfall elements, as well 
as some hand-painted 
elements to blend everything 
together.” PL 


RIVENDELL Color study 

“This is one of the earliest color studies for Rivendell and the most elaborate illustration I did 
for the location. After a number of preliminary sketches, I settled on this composition, which was 
intended to be a full 180-degree pan. At this point in its conceptualization, Rivendell was spread 
out like a small city. Ultimately, the final version was much more compact - like a castle.” PL 



RIVENDELL Balcony sequence 

“A proposed view from the balcony in Rivendell. One of several, this was based on the forms that Alan Lee 
had conceived but rearranged for the sake of the composition. This was drawn on warm yellow paper stock 
with highlights in white gouache.” JB 
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THE MISTY MOUNTAINS Caradhras Pass 

This was one of a number of color guides that Paul produced for Peter, which captured so well how the scene 
should look that it became the template for the shot in the film. PL 



MORIA The West-gate 

This color scheme shows how the entrance to Moria would look when lit by the all-important moonlight. The 
tiny figures of the Fellowship give an idea of the scale. PL 



MORIA Dwarrowdelf 

Because the Dwarrowdelf interior was 

almost entirely computer generated, 

Jeremy created the eight illustrations above 
that form a storyboard to the sequence, to 
show how the lighting would work as the 
Fellowship flees from Balin’s Tomb and 
out of Dwarrowdelf itself. To the right is 
a more developed extrapolation of these 
studies, showing the Fellowship illuminated 
not just by Gandalf’s staff but also by the 
flame-red glow of the approaching 
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LOTHLORIEN Galadriel’s Glade 

“Above is a color key of the woods of Lothlorien, painted before filming began, which shows the level of light 
breaking through the trees.” PL 



LOTHLORIEN Celebom’s Chamber 

“This was the first color illustration we did for the Lothlorien location. I did it primarily as a lighting 
and color guide. Peter wanted Lothlorien to have a magical and ethereal look to it. I thought it would be 
beautiful if the architecture looked more like a chandelier than a building, so I lit it quite strongly from the 
inside and let the building be a light source for the surrounding environment. I carried this theory through 
to the other buildings in the wide view of Caras Galadhon on the next page.” PL 
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digitally added in, as the building was too big for 
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GALADRIEL’S GLADE Ruined Hobbiton 

The top illustration is Jeremy’s first pencil take on this sequence; the lower one a full-color version. It shows 
the mood and color scheme intended for the scene as Frodo sees this possible future for his home. Jeremy 
cheated the landscape, compressing the buildings together to add to the desolation. JB 
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ZIRAKZIGIL Color study 

A study of the peak of Zirakzigil environment. JB 



EMYNMUIL The Dead Marshes 

“The ‘echo’ of the painting on page 12, this shows Sam and Frodo as they get their first view of the 
Mountains of Mordor. This is the point where the good guys realize that all that was once familiar is now 
behind them, and Mordor has begun creeping up like a cancer to take over the world. The idea of doing 
contrasting paintings was to provide a feeling of how far the Hobbits have journeyed into the shadows during 
their travels.” PL 























FANGORN FOREST Lighting study 
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THE DEAD MARSHES Color study 

“This was done to give some thought to the overall color palette for the marshes. Peter eventually preferred 
something a little brighter just to bring up the greens, so it looks a little more spooky. It probably ties in well 
with the spectral corpses when you see them. The idea here was to think about how much visibility you’d get 
around the marshes. Originally they were more claustrophobic, but Peter wanted to see four or five kilometers 
out into the distance so you’d really get this feeling for how large an expanse the environment was - and how 
easily you could become lost in there.” JB 



THE DEAD MARSHES Color study 

“This is a dawn sky study of the Dead Marshes, looking toward Mordor. It was given to a scenic painter, who 
replicated the artwork on a canvas roughly twenty feet long.” JB 
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ROHAN Eastemnet Hills 

“The color study above was done for a scene depicting Aragorn, 
Legolas, and Gimli tracking the band of Uruk-hai that captured 
Merry and Pippin at the end of The Fellowship of the Ring. The 
location, for you Tolkien fans, is the Eastemnet Hills, which lie 
on the easternmost border of the Plains of Rohan. Obviously, 
we’re facing west in this scene; the Uruk-hai are heading west 
and north to Isengard.” PL 



EDORAS Color study 

“This scene depicts our first glimpse of Edoras. I wanted the 
audience to get a sense of the dark state of affairs there, so I 
threw the mountain into shadow, with the exception of a small 
ray of light illuminating the Great Hall. This was to symbolize 
how Rohan was all but dead, except for the small glimmer 
of hope that was arriving with our heroes. For a number of 
reasons, however, the scene was later changed to full sun.” PL 



THE GOLDEN HALL Color studies 
“These were painted from the floor plans and a couple of drawings by Alan Lee, as the Golden Hall hadn’t 
been built at that stage. I did them for VFX effects consultant Mark Stetson. There were a couple more 
of these, but they were more lighting guides for the director of photography to have on set when they were 
lighting the environment, to give them a feel for how it could look.” JB 
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THE GOLDEN HALL TAPESTRIES Tapestry design 

“This is a design based on reading more about the Rohan culture. It shows Helm Hammerhand, for whom 

Helm’s Deep is named. An interesting character - totally formidable, he was found frozen dead but still standing 

on the Deeping Wall. It was great to go back and explore what Tolkien had written about this history and then 

try to recreate it. The illustration had to be quite simple to translate into a large tapestry. The borders 

were drawn by Shane Henson from designs by Alan Lee, and the actual painting was done by Smart 

Arts, a local contractor, on a roughly woven canvas. When it came back, a lot of work was done in our textile 

department to age it down and make it look as though it’d been hanging in a dusty hall for a few hundred years. 

“It was an open brief: I could do whatever I wanted - no restrictions. With the paintings, you know exactly 
what an environment could look like - you’ve had a brief and it’s up to you to realize it and get it to a stage 
where Peter can say, ‘Yeah, that looks like what I imagined.’ So in that sense it was a lot of fun.” JB 



DEAD KING ARAGORN Color study 

“The painting above was used as a rough compositional guide for miniatures as well as a lighting study for 
the set. Once the live-action and miniatures were shot, we combined these elements and replaced the sky to 
show what they might look like for post-production.” JB 





THE BLACK GATES Lighting study 

“This early lighting study was completed for the miniatures crew, so they could use it to match the color. I always imagined the land being dead. It’s 
sucking the life out of the atmosphere, out of the air. The lighting is not flat, but it’s certainly not warm, and we didn’t really want to go for too bru 
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ORTHANC TOWER Color study 

“This is the very last frame of a shot, where you pull out to reveal . . . this! We start on the balcony with 
Saruman and Wormtongue, and there’s this elaborate pull-out from the Tower right over the sea of 
Uruks. This painting was really just a guide to look at pike placement and to give a general feeling of 
the environment behind Isengard - it’s early morning light, but quite moody.” JB 



SARUMAN AND WILD MEN Composition and color study 

“A quick study to establish the overall composition of the shot, like the position of the Wild Men, the number 
of torches, and the general amount of smoke and haze. An illustration like this will be used as a fairly good 
guide for the compositor, who will piece the shot together.” JB 
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SARUMAN’S NIGHTMARE Concept 

“When these were done, we weren’t sure that we would have a prologue sequence in The Fellowship of the Ring in which Sauron was 
revealed (we thought he might be saved for The Return of the King). So I wanted to hide him in the architecture in the background to 
such a degree that you might see the film three times and not notice anything - and someone might say, ‘I think I saw something in the 
walls - was it Sauron’s face?’ 

“At this point Saruman is communicating with Sauron. He thinks he has it all under control - he can use the palantir correctly - 
but in actual fact, Sauron has total control over him. So it’s a little obvious, but I think the idea of using the sheen and the detail to 
suggest Sauron’s presence could have been worthwhile.” JB 



SARUMAN: THE PALANTIR Digital artwork 

Gus took Jeremy’s original painting, scanned it, and then did variations (above) using digital technology. JB & 
GH 
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ISENGARD Color studies 

“The artwork at the top involved designing a background for the blue-screen shot and showing the 
ash-covered desolation of the environment Saruman was creating, contrasted with the glow of his fires 
from the caverns below, more of which can be seen in the next painting. ” JB 
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ISENGARD Color study 

“This is a scene that I was not sure would appear in the film; it was really done just to give a feeling for what 
the valley might look like. At this stage the Ores have totally deforested Isengard - I probably need to give it a 
lot more stumps and things in there. It’s totally devastated, and I really wanted to make it look windswept, 
almost as if there was a squall passing through. And you have the Uruk-hai coming through into the fore¬ 
ground - just walking on by.” JB 



HELM’S DEEP Color study 

“This piece was done as a lighting, mood, and color guide for the sequence in which the Rohan refugees first 
arrive at Helm’s Deep. I went for a romantic, almost idyllic, lighting scheme. I thought it would be a nice idea 
to show Helm’s Deep through the eyes of the refugees - a beautiful sanctuary, a welcome sight after their long 
and dangerous journey. It’s always fun to show a citadel in its best light . . . especially when you’re going to 
lay siege to it in the next sequence.” PL 
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THE GLITTERING CAVES Color study 

“This concept for the Glittering Caves was originally done for The Return of the King, which, early on, opened with a romantic 
scene between Aragorn and Arwen on the ‘morning after’ the battle for Helm’s Deep. In that version of the script, Arwen had been 
present at the battle. As inspiration for this painting, I used an old set of 3D Viewmaster images from a beautiful cave complex I vis¬ 
ited years ago in Virginia called Luray Caverns.” JB 


HENNETHANNUN Color study 
“I based this painting on one of the 
storyboards, and as far as I know it was 
the first color image done for this 
location. In trying to establish the 
overall look of Ithilien, I really wanted 
to play up the contrast between this 
location and Mordor, which for Frodo 
and Sam was the next stop. I wanted 
this environment to be lush, wet, and 
green - almost tropical - and rather 
idyllic in its beauty. The last refuge on 
the road to Mordor.” PL 
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HELM’S DEEP Color study 

“This is the end frame of a shot that starts at the head of the valley: ten thousand Uruk-hai are marching past, 
and the camera follows them in and reveals Helm’s Deep in the distance.” JB 



HELM’S DEEP Color study 

“There are a lot of Uruk-hai - and you see them all. The idea here is that it’s nighttime, and they’re dressed in 
black, so you’re never going to see them except for the flames of their torches. I wanted to allude to pikes 
against the night sky, and banners, and fire in the darkness.” JB 
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HELM’S DEEP Compositional study 

“This features all the characters - the Elves on the Deeping Wall, the Rohirrim up on the Hornburg itself, and 
the Uruk-hai - all facing off against each other. It was done - because the figures would all be CGI - to give 
the guys in digital an idea as to where they would be placed. Peter Jackson had specific instructions as to 
where they should be in the shot - just past the Causeway, just before the Causeway, higher up . . . wherever 
he felt they looked best. It’s also to give a feeling for the overall palette as well as a sense of atmosphere. The 
whole environment is actually incredibly dark, and the tricky part - the challenge - was to really show off the 
elements we were building or adding.” JB 
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HELM’S DEEP Color studies 

“This painting and the one at the bottom of the previous page were done for mood and atmosphere, and to 
establish the placement of siege ladders and the digitally created Uruk-hai storming over the walls and up the 
Causeway.” JB 



HELM’S DEEP Color study 

“This is a color palette for the sequence in which Gandalf and the Rohirrim charge down the slope to save the 
day, because at this stage you have Theoden and the guys doing their final charge into the Uruk-hai. So here 
we’re looking at the position and the angle of the Helm’s Deep miniature, which will be a guide for Alex 
Funke to shoot it, and the amount of light that’s striking it, so it’s lighting stuff for them. It’ll be a great shot 
and great sequence - actually, one of the best.” JB 
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HELM’S DEEP Color study 

“This painting was used by one of our matte painters to resolve the far end of the valley at Helm’s Deep, 
which was seen as the Uruks were retreating toward the camera. The dawn sky can be seen in the distance.” 



HUORNS AT HELM’S DEEP Color study 

“This painting is a quick color study based on one of Alan Lee’s drawings, with the emphasis on Helm’s 
Deep at dawn, at the far end of the valley. In the foreground you can see the Uruks retreating into the forest. 
The trouble is, that forest wasn’t there when they arrived . . .” JB 
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MINAS TIRITH Color study 

“This was one of several color studies done of the second gate in Minas Tirith. I was quite happy with it as a color study; however, it 
ended up looking more like a view you would find in Morocco than like Romanesque Minas Tirith.” JB 



PATHS OF THE DEAD Color study 
“This is of the Dimholt Glen, the passage to the Paths of the 
Dead on the top of the Dunharrow plateau. The painting was 
redone for Peter as he thought we needed to see the path reced¬ 
ing away from us into the glen.” JB 



CITY OF THE DEAD Color study 
“This is a lighting study to show how the City of the Dead 
might look to Aragorn, Legolas, and Gimli as they see it appear 
out of the rock.” JB 


Scanned by Bvana 


VISUAL EFFECTS DESIGN * 41 



MORGULVALE Color study 

“An early color study of the Morgul Vale using one of Alan Lee’s studies for inspiration.” JB 



MORGUL 

VALE 

Color study 
“A view of the 
Morgul Vale from 
the gargoyles 
opposite Minas 
Morgul - basically 
a layout for a 
matte painter.” JB 














them to imply ghostly silhoi 



is that they’d be a lot bigger than the cave-troll from Fellowship. Ther 
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THE PELENNOR FIELDS 
Color study 
“At this point Sauron’s 
forces have broken through 
the Great Gate of the city 
using Grond, and it’s dawn. 
So this is where we see 
Denethor, as a flaming 
fireball, throw himself off 
the seventh tier of Minas 
Tirith. We follow him 
down, and then the 
Rohirrim just smash 
through the foreground, 
ripping the Ore companies 
apart. The battle is 
absolutely raging, Minas 
Tirith is on fire, and it’s 
just carnage, wholesale 
slaughter. This was my 
impression of what that 
event might look like. I like 
the fact that everything, the 
whole landscape, is on fire, 
although I’m not sure 
whether that’s how it’s 
going to look in the end. 

It might look worse . . .” JB 



THE PELENNOR FIELDS Color study 

| “This is a snapshot of the battle, moments before the mumakil arrive, which was used 
^appearance on the field.” JB 


idea for their 













NTGOL Color study 

ring down into the Cirith Ungol tower courtyard. There’s a little bit of light 
,m will enter. In the top left corner is the bridge, and halfway between is the 



the towers on their backs going to look like? I pictured Spanish galleons. You could just in 
sing they would be - looking up through the mist to see these ship-like things coming aero 
And then, out of the mist appear these Oliphaunts, fully armored, with chains slung betwe 
armor on the legs, and they’re so big! These things were truly enormous.” JB 









